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PREFACE 
 
This creative practice-led research project has been undertaken by Michelle 
Oxenham part-time at the Queensland University of Technology, Australia, from 2008 
– 2013. This research practice has been carried out with the supervision and 
guidance of Dan Mafe (Supervisor), Toby Gifford (Associate Supervisor) and Mark 
Pennings (Associate Supervisor). It assigns 75% to the practical research component 
and 25% to the written exegetical component. 
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ABSTRACT 
 
Creative practitioners balance their work between worlds. They are expected to 
innovate, reveal and create, yet are constrained by the limitations of engrained and 
institutionalised value systems, aesthetic traditions and disciplinary languages. For 
interdisciplinary practitioners this balance extends to working with competing, and 
often contradictory, expectations of component disciplines that may as a result 
hinder or, contrastingly, create productive tension. This exegesis presents strategies of 
interdisciplinary creative practice that utilise productive tension as a generative and 
de-stabilising device. Highlighted strategies for negotiating incompatible value-
structures involve suspending expectations of the artist during the creative process. 
These strategies are drawn from, and articulated through, a body of reflective 
interdisciplinary practice. I have deliberately occupied the fissures within this 
practice that exist between contemporary art, experimental performance and 
electronic pop music. Key works feature painting/sound/video installation, 
experimental performance, electronic pop music video and electronic pop music 
performance. An idiosyncratic and transformative use of 'colour' acts both literally 
and metaphorically as an underlying theme. This practice-led research seeks to set 
up a strong methodology for engaged and generative creative works that are 
ongoing and rigorous. These ongoing works will continue to reframe a position as 
artist within creative hierarchies, territories, traditions, and the fluid spaces between.  
 
 
 
 
 
 
And so then, I broke my life and then my heart into fragmenting pieces. To raze the ground of my self 
was the only way to really be transformed. All costs aside. This is what I chose. And through the process 
of this Masters completion, have had to reconstruct my self, bones, cells up. Every time I start to write, 
the first task is to fall apart again as I face the reality contained in the years of this project and I break 
again, and then continue to write it up, sew myself back together, through to it’s completion.  
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INTRODUCTION 
I have engaged in a practice-led research project examining the interactions, 
limitations, tensions and benefits of creative practice. The work engages across 
disciplines bridging my contemporary art practice to my electronic pop music 
production and performance. This practice, framed as Art into Pop and back again, 
seeks to reveal the institutional, critical and disciplinary constraints that allow a 
transformation and evolution of practice between forms and territories of discipline. 
The outcomes of this Masters research project sit within the contemporary visual art 
gallery, the independent music industry (including associated performance venues), 
and a range of hybrid spaces associated with contemporary experimental sound 
and performance. 
I propose that inherently interdisciplinary creative practitioners, that is, practitioners 
whose methodology is intrinsically linked to making in more than one disciplinary 
area, need to develop strategies for crossing the boundaries of disciplines 
successfully. My definition of ‘successfully’ is that the practitioner has the autonomy 
and freedom to occupy various disciplinary territories, despite the different dialogues, 
contradictions and perceived contaminations. Thus, the outputs of their creative 
processes are driven by their own desires and experience as a practitioner, and most 
importantly the demands of the work, rather than the predetermined boundaries 
and expectations of the location, framework or discipline they are making within. I 
assert that the key finding of this research project in addressing the tensions of 
interdisciplinary practice lies not in prescribing any particular route, nor disregarding 
the value of constraints and frameworks, but in understanding the benefits of 
tolerating discomfort for the sake of understanding creative barriers and territories 
and how they may be utilised by the interdisciplinary practitioner. 
 
This research project commenced after several years of parallel practice in 
contemporary visual art in painting, video and sound installation, alongside 
performing and producing music as a professional dance music DJ. From this 
background of parallel practice, the Masters research project began by actively 
addressing the fissure between the contemporary art and electronic pop music 
worlds. My research is a series of tests or experiments delineating the boundaries of 
the disciplines within the practice. From these experiments, a collection of 
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generative effects and tensions emerged, for myself as a practitioner and the 
audiences of the work, across a range of sites where the work was performed or 
installed. This exegesis will cover these effects and tensions, and will explore/explain 
the benefits and challenges of the practice across visual art, performance and 
music paradigms. The works focuses on how dialogue between these disciplines 
enriches creative practice as a whole. This exegesis includes a discussion of three key 
selected outputs from the streams of practice within the research project:  
1. Fields and Folds - visual art installation of painting, video, sound and 
performance 
2. Edge of Colour | Glimmer – The music EP, remix EP and music video from pop 
band Edge of Colour formed during the Masters 
3. The Crush Pop Box I & II – A video and sound installation series 
 
My use of the words art and pop relate specifically to the contexts the research 
practice operates within. Art in this context is positioned in the world of 
contemporary art practice; and pop is positioned as popular music, and specifically 
in my own practice: electronic pop music. This research engages in an exploration of 
idiosyncrasies and aesthetic decision making across my practice within the territories 
of art and pop. It creates a relationship between popular culture and contemporary 
visual art within a creative practice. The Masters project facilitated an active 
engagement with these parallel practices - contemporary art and electronic pop 
music, and tested my own boundaries and expectations as a practitioner. The 
resulting tensions between the institutional and cultural territories and associated 
value systems proved both abundantly generative for, and at times incompatible 
with, creative practice. In order to address discomfort and incompatibility 
encountered through interdisciplinary practice the following strategies are explored 
and reflected upon in this exegesis: 
 
(i) destabilising and suspending expectations of myself as a practitioner, and the 
audiences of the work to allow for the emergence of new unique 
configurations and aesthetic possibilities; 
(ii) cyclical feedback as a method of transforming modes of practice and 
presentation contexts; and 
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(iii) the adoption of a unifying and idiosyncratic visual language, in this case colour, 
to provide ‘cohesion’ across all outputs. 
The relationship between disciplines and hybrid works will be discussed in relation to 
my development of an idiosyncratic use of colour, experimentation with sound and 
gesture, and construction and deconstruction of an electronic pop performance. 
The use of colour as a key formal language is evident in the research project across 
all creative outputs. Colour use within the practice is in both the digital and physical 
mediums (i.e. video, painting, costumes). A visual language of colour, specifically, 
the use of hue, saturation, intensity and repetition of colour across the submitted 
works, emerges as a device for constructing a visual cohesion across disciplines. This 
aesthetic cohesion provides a necessary connection between diverse experiments 
and outcomes from visual art installation to experimental performance to music 
video production. Most importantly, it remains a constant throughout the navigation 
of diverse creative territories for both myself as a practitioner and the audiences 
present for the work.  
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ANALYTICAL FRAMEWORK 
 
THE FISSURE AND THE FIELD AS POETIC DEVICES AND CREATIVE STRATEGIES 
 
fissure noun 
_a long, narrow opening or line of breakage made by cracking or 
splitting, especially in rock or earth. 
 _a state of incompatibility or disagreement: a fissure between philosophy 
and reality  
(Oxford English Dictionary, 2000, Selected meanings) 
 
During my research project, the term ‘fissure’ emerged as a strategic word for 
clarifying how practice can operate in interstitial spaces. Through this section, I will 
focus on how the term relates philosophically, viscerally and theoretically to my 
project.  I am specifically interested in the term as it is applied in geology; that is, a 
fissure between plates of earth or rock that allow molten rock or lava to surface. I 
have selected the term fissure as an aid for the fragmentation of my practice. Fissure 
acts as an underlying idea and an analogy that connects the disparate elements, 
tensions and spheres of my practice. It conveys the idea that just as beneath the 
surface of the earth’s crust lies a large, flowing molten body, a field of generative 
expansion lies beneath and between the disciplines in my creative practice.  The 
term is also chosen for specific poetic resonances: lava is molten rock, containing 
richness and fertility, heat, huge amounts of energy, movement and dynamism. Lava 
also forms the hot and dynamic subterranean landscape of the planet that is 
stabilized beneath the crust. 
 
My project Processes of Transformation involves a range of practices. Somehow, I, the 
interdisciplinary practitioner, remain positioned in the fissures or the edge of the 
fissures. Yet I am still connected to the core beneath as the knowledge and 
processes of different activities continues to emerge and unfold, move and bump 
against one another.  
 
The reason for creating the philosophical analogy of fissure in relation to artistic 
practice is strategic. Moving between disciplines creates a particular tension, both 
internally for the practitioner and externally for the professional and the institutional 
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frameworks that the practitioner moves between. Internally, tensions are created by 
a range of stimuli: the fragmentation of creative processes, moving between the 
different languages specific to certain disciplines, balancing timeframes, demands 
on energy, understanding patterns of practice between disciplines. Externally, 
institutions and professional frameworks converse in discipline-specific language and 
evaluation systems. Practically, these frameworks silo creative outputs through site, 
venues and spaces, audience interactions, faculties, schools etc. The actions of 
interdisciplinarity quickly draw to the surface the practical limitations of moving 
between these frameworks. 
 
The term fissure also assists my understanding of how my practice can operate within 
these tensions and in response to them. Whilst there are certainly risks involved when 
positioning a project across disciplines, the benefits of moving between disciplines far 
outweighs these risks.  
 
The idea of using the fissure framework meant creating an ideology that supported 
my processes of practice. The framework of a fissure and the field of generative heat 
beneath it was a metaphor I claimed, allowing me to push and test the metaphor as 
a support for the practice. As it was also a geological term and not attached to an 
existing critical framework it allowed me to test it through the process of the practice 
without preconceptions, using only the mechanisms of the practice.  
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PRACTICE – CONTEXT | Art into Pop and Pop into Art 
A number of practitioners have influenced my creative practice, in particular, the 
determination of strategies for reflexive and rigorous interdisciplinary approaches.  
 
As the research project operates across disciplines, and as my use of context is 
integral to the methodology of the research, I wish to draw a distinction between 
two groups of practitioners mentioned throughout this exegesis. The first group 
includes artists from music, visual art, fashion, and performance who were selected 
and stored on blogs as sources of information and generative triggers for new work 
(see description of practice). Secondly, there are practitioners who contextualise the 
practice in terms of its interdisciplinary forms and cover the terrain between art and 
pop worlds.  Relevant here are practitioners such as Pipilotti Rist and Philip Brophy, 
whom I will discuss specifically in relation to their correlations with art and pop music. 
Róisín Murphy, electronic pop performer, is also relevant as a contemporary 
reconstruction and deconstruction of the diva from the lineage of the operatic 
prima donna.  
 
         
Pipilotti Rist, Sip My Ocean, 1996.  
Installation view. Single-channel video installation, shown using two projectors, with sound,  
8 minutes, edition 3/3, dimensions variable. Solomon R. Guggenheim Museum, New York. 
© Pipilotti Rist; Courtesy of the artist, Luhring Augustine, New York, and Hauser & Wirth. 
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The first contextualizing artist is Pipilotti Rist, an established international 
contemporary artist with a dynamic practice across video, music, performance and 
installation. Rist’s relevance is due to her demonstration of a strong interdisciplinary 
practice that involves an idiosyncratic and gestural use of colour. Her electronic 
manipulation, digitally saturated colour, vocalisations, appropriations of popular 
music, as well as her parallel practice as a musician, position her as an important 
contextual practitioner for the research practice. Rist is a member of the 
experimental post-punk pop band Les Reines Prochaines, and made her earliest 
video works with the group during the mid 1980s.  Rist went on to create a series of 
video works and installations re-visioning popular songs and performing with her 
body and voice altered by analogue electronic effects  (Biesenbach, London et al. 
2002). 
 
During a visit to the 2000 Sydney Biennale, I first encountered the 1996 single channel 
video installation of Pipilotti Rist, Sip my Ocean, featuring an underwater 
performance of Chris Isaak’s popular song, Wicked Game. The work with its 
manipulated sound and colour-saturated imagery is part of her series of self-made 
video works, in this case repurposing Chris Isaak’s popular song with herself as the 
performer spinning beneath the surface of the water singing to the camera. The 
highly saturated and vibrant digital colour of the video renders the water into a 
vibrant, synthetic field as the floating Rist sings her eccentric melodic rendition, which 
escalates to a screeching delivery of the original ballad at the end of the 8-minute 
work. This and other work forms a strong contextual practice for my research project; 
as it navigates the construction of a generative, female voice across video, pop 
music culture, improvised performance, and an idiosyncratic use of saturated colour. 
This use of synthetic colour operates within two contexts: synthetic as being 
manufactured or non-organic from digital colour to manufactured pigments and 
dyes, and synthetic as a product of a form of synthesis between a number of diverse 
elements (Kane, 2011:477). 
 
Another precursor to the research project is Philip Brophy, who has worked 
extensively as performer and sound artist. I first encountered Brophy during my 
residency at the Queensland Art Gallery in 2004 when beginning to experiment with 
painting and video installation, which led towards my research practice. Brophy is a 
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widely published writer across contemporary art, film and sound, with a practice in 
contemporary art, cinema, curatorial work and music performance. His artist’s talk, 
The Abject in Pop Music (delivered as part of the VIDEO HITS exhibition, Queensland 
Art Gallery, Brisbane, 2004), explored his series Evaporated Music 1 (2000). In the 
series he took popular music videos from Elton John, Billy Joel & Phil Collins, Gloria 
Estefan, Celine Dion & Mariah Carey and replaced the song with his own self-
composed alien and abstract soundtracks. In these works, Brophy leaves the singer 
in their performance without the support of the familiar song structure. He reveals the 
pop performers as strange abject bodies, repurposing their desires to communicate 
through the music video as horrific and mechanical, while held in tension with the 
beauty and seduction of the production of the clips (Lowry, 2007:49).  His art-verses-
pop dialogue is an abrasive and entertaining questioning of claims of the 
contemporary art world and the pop music world. 
 
             
 Philip Brophy, Evaporated Music Part 1, c. 2000-06   Philip Brophy, Evaporated Music Part 2, 2006 
 Video still, Dolby digital 5.1 DVD installation  Video still, Dolby digital 5.1 DVD installation 
 Courtesy: the artist and Anna Schwartz Gallery, Melbourne Courtesy: the artist and Anna Schwartz Gallery, Melbourne 
 
In an abstract for his panel participation at PLAY IT LOUD, Adelaide Artists Week, 2008 
Pop Music & The Visual Arts: Like A Cat Fucking A Dog, Brophy states,  
 
Pop Music - being a form of folk that has been progressively mechanised, 
industrialised and simulated - is entirely based on critiquing itself and 
doesn't require artists to dabble in its dense meta-clouds of signification. 
 
Brophy’s position appears partly a provocation, considering he has consistently 
exploited the tensions and territories of pop music within a contemporary art context. 
Brophy’s interdisciplinary approach crystalised with his early involvement in the 
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experimental collective music project Tsk-tsk-tsk (pronounced like three clicks of the 
tongue), where his early short films and videos were made (Martin, 2001). Later works, 
such the aforementioned Evaporated Music series and the video 
Fluorescent, (originally commissioned by the Art Gallery of New South Wales' 
Contemporary Art Projects in 2004), either draw material directly from music videos or 
appropriate their performative tropes. In Fluorescent, Brophy performs a DIY Glam 
Rock, Bowie-esque version of himself against a green-screened, highly-saturated 
neon music video backdrop. This work echoes the fluid sexuality and hyper 
artificiality of Glam Rock’s obsession with surface image. Glam Rock developed as 
an era of fluidity and become the precursor to the “intense, raw-edged creativity” of 
music video proliferation in the early 1980s that later developed a glossy and 
homogenized sheen through overproduction and commercial marketing 
campaigning (Lowry, 2007:49).  
 
There are two relevant fissures I’d like to draw attention to in relation to Brophy’s 
works. The first fissure is the gap between the moving digital image and sound or 
music, a space where both silence and remixed sound becomes a tool for 
recontextualising or repositioning the image from its original music video context. The 
second is the fissure between the DIY contemporary artist, (whether sound, visual or 
performance based) and a commercial pop music artist; a fissure I wished to explore 
through the practice.  
 
             
 Philip Brophy, Fluorescent, 2004 Philip Brophy, Fluorescent, 2004 
 Installation view, 3 screen Dolby 5.1 DVD installation Video still, 3 screen Dolby 5.1 DVD installation 
 Courtesy: the artist and Anna Schwartz Gallery, Melbourne Courtesy: the artist and Anna Schwartz Gallery, Melbourne 
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The distance separating an art video from a music video is, in one sense, 
the distance separating art from the distribution forms of the common 
marketplace. (Twerdy 2010) 
 
An issue with occupying both art and pop music practice, as one practitioner, is the 
difference in distribution methods and associated value structures surrounding the 
outputs. A discussion of Rist and Brophy provides a framework for how my practice 
navigates this problematic terrain.  
 
I’d also like to briefly draw attention to methods of distribution for the research 
outcomes, including the new possibilities of digital distribution, and how this has 
established the disciplinary constraints for the project. For example, if we are to look 
at the blurred lines between art video and music video within the context of Brophy’s 
practice, his appropriation of music video is well defined (such as in the works 
Fluorescent and Evaporated Music). Despite the obvious influence of music video on 
these works, however, they clearly reside as contemporary video art within the 
framework of a contemporary art gallery and institutional framework. Fluorescent 
was specifically commissioned by the Art Gallery of New South Wales, and both 
works are available via contemporary art dealer Anna Schwartz*. An online search 
for either work* revealed limited availability other than brief edits within artist video 
interviews and the occasional unofficial video upload by a rouge gallery visitor. 
Pipilotti Rist, on the other hand, has a YouTube channel featuring seven of her video 
works marked “demo” from 1986-1997. 
 
This difference in distribution and associated value between Rist and Brophy’s works 
was a very relevant premise for my research explorations. The associated value of an 
editioned video work is very different to the value of a highly distributed music video. 
When contemporary art video is sold in editions by an art dealer the value for the 
collector depends on limited access. In contrast, music video obtains its value 
through extensive distribution and quantity of views. Full discussion of the implications 
of these different approaches to distribution is beyond the scope of this Masters 
thesis, but it is important to draw attention to distribution as an issue that impacts on 
and frames the practice and methodology of my research. 
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I wish to draw a distinction between my practice and the direct appropriation or 
sampling of pop music in the works such as Brophy and Rist. Whilst the beginnings of 
the practice - Fields and Folds and also the band Edge of Colour, are clearly 
influenced by a number of cultural contexts, the ongoing works of the Masters were 
produced through the creation of a ‘feedback loop’ within my practice. I 
developed an ongoing process of appropriating my own work across disciplines. This 
cannibalization of my own practice formed a feedback loop and strategy for 
moving between territories and disciplines, and forms a core methodology of my ‘Art 
into Pop into Art’ strategy. I have attempted to address the tensions between 
territories in values and outputs directly through practice by setting up a very direct 
communication between parallel practices. Practically speaking, the trajectory of 
the research practice reads as: painting and costume development into 
experimental performance and sound mash-up composition, into video installation, 
into electronic pop performance, into music video, into music video remix, back into 
painting and repeat.  
 
Another context that has informed the strategies of territory crossing in my practice 
has been the lineage and adaptation of the singular figure of the operatic diva, 
emerging from the mid-nineteenth century bel canto (beautiful singing) operas 
(Lister, 2001:1).  
 
The prima donna is by definition a woman endeavouring to separate 
herself from others in order to make a unique career.  (Sasser, p117, 2008) 
 
I am interested in the demanding or unreasonable character described by the 
contemporary use of the term ‘diva’. The re-emergence of the diva in the mid 1980s 
as a laden term for contemporary female performers has been since adapted, co-
opted, deconstructed and reconstructed by a number of female performers. 
Contemporary musicians, such as Róisín Murphy, Bjork, and Lady Gaga, have 
adapted and repurposed the lineage of the diva. They have appropriated visual 
culture across experimental fashion, visual art and performance, and coopted a 
disobedience or rebellion beneath some of the negative connotations of the use of 
the term (Ventzislavov. 2012:63).   
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I’m definitely a diva, I’m very proud to be a diva...years ago people 
would ask me about being a diva...it seems like a dirty word, and that 
maybe all divas are bitches, and you know, full of themselves. To me 
that’s not what the word means, to me it’s like: strong, female, performer. 
And I’m proud to be one of those. (Róisín Murphy in interview, 2007) 
 
The electronic pop music performer, Róisín Murphy, has drawn from this lineage 
successfully creating an alternative dialogue through balancing the surface of 
glamour associated with the operatic performer with acts of disobedience and 
contamination of a seamless pop persona. Examples of disobedience include crowd 
surfing in elaborate costumes, breaking her arm onstage and head banging on 
stage in complex headwear resulting in an eye injury needing surgery. The persona 
was developed while Róisín was in the electronic pop act Moloko, and has been 
developed further in the album imagery for a number of her releases, which position 
Murphy in a series of videos and images in elaborate and experimental garments. 
Murphy wears elaborate garments and structures constructed by fashion designers 
Viktor & Rolf and Gareth Pugh, while situated within mundane domestic and social 
environments, such as public parks, street diners, her bedroom and bathroom.  
 
This adaptation and deconstruction of the ‘diva’ is a strategy for addressing the 
challenges within my research practice. This ‘diva’ is specifically adopted in my 
electronic music performance but also used as an agent for exploring performance 
across disciplines. Despite the convergences of art and pop there remain territorial 
zones, codes, outputs and spaces delineating how I determine for myself what is 
contemporary art or not. Delineations blur where contemporary music picks up from 
sound installation, and around what is expected of a performance depending how 
and where it is performed. By disrupting her own image as a female performer, 
Murphy informed my decisions about music performance and experimentation 
between disciplines. Importantly, an awareness of how I am constructing and 
repurposing my role within these different spaces becomes essential to the act of 
successfully crossing borders. 
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Top left: Moloko, Cover for album release of Statues, 2003, Image courtesy of Moloko and EMI 
Top right: Róisín Murphy, Cover for album release of Overpowered, 2007, Image courtesy of Róisín Murphy and EMI  
Middle left: Róisín Murphy, Overpowered Music Video, image still, 2007 Róisín Murphy and EMI 
Middle right: Róisín Murphy, Cover for single release You Know Me Better, 2007, Róisín Murphy and EMI 
Bottom left: Róisín Murphy, Cover for album release of Overpowered CD2, 2007, Róisín Murphy and EMI 
Bottom right: Róisín Murphy, Overpowered Music Video, image still, 2007 Róisín Murphy and EMI 
 
 
  
 
22 
LITERATURE CONTEXT 
 
I. INTERDISCIPLINARY  
 
The artist: the first person to set out a boundary stone or to make a mark.  
(Deleuze and Guattari, 1987:316) 
 
There are two core theoretical supports that are contextualised and negotiated in 
the parallel approaches of my multidisciplinary practice. The first involves the act of 
crossing borders in the process of the practice. It is a discussion of a political 
dimension within the demarcation and the trangression of disciplinary territories that 
become essential and supportive in negotiating the tensions. This border crossing set 
up my own creative debate of what constitutes a rigorous interdisciplinary practice. 
Relevant discussions of interdisciplinarity (a-disciplinarity, multi-disciplinarity, inter-
disciplinarity, trans-disciplinarity etc) include published interviews with Jacques 
Ranciere on his propositions of a-disciplinarity; Deleuze and Guattari’s territorial 
delineations; Rosalind Krauss in her discussions of Post Medium, and the value 
proposition of disciplinary disobedience by Gaston Bachelard. The second 
theoretical support expands my use of colour as a visual meta-language for the 
practice across disciplines. This is framed in a response to Deleuzian colour theory, 
cognitive perception of colour and an idiosyncratic use of saturated and synthetic 
colour. Through the negotiation of these two theoretical supports a core 
idiosyncratic use of colour has emerged as a about them these terrains.  
 
In 1000 Plateaus, Deleuze and Guattari discuss a territory that is delineated by the 
expression of an artist as stagemaker; whose expressions, actions, gestures 
 
delineate a territory that will belong to the subject that carries or 
produces them. These qualities are signatures, but the signature, the 
proper name, is not the constituted mark of a subject, but the 
constituting mark of a domain, an abode.  (Deleuze and Guattari, 
1987:316) 
 
Deleuze and Guattari are referring to an archetype of representation or action that 
forms a disciplinary territory, but it is an essential premise of the research project that 
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this action or “chancy domain” involves transgressing previous territories (Deleuze 
and Guattari, 1987:316). This is an interesting proposition for interdisciplinary practice: 
that through the act of making, a domain is marked. The Masters work is created 
through a series of marks and its resonant qualities – as if the artifacts left from the 
gestures of the maker are constructing the terrain. The unfolding of the Masters 
creative practice was literally mapped through a series of gestures, marks, sounds 
and layers that navigated the process of negotiating disciplinary terrain. These 
resonances or signatures denote both disciplinary terrains (such as painting, pop 
music) but also the larger trans-disciplinary territory that whole project occupies. 
 
What is the term for this research practice? A-disciplinarity, multi-disciplinarity, inter-
disciplinarity, trans-disciplinarity? I have rested with interdisciplinary, yet any of these 
definitions builds from the “post-medium” debate of contemporary practice, where 
the works cross awkwardly from “post-medium” to a position of “post-discipline”. In 
An Interview with Jacques Rancière on Medium Specificity and Discipline Crossovers 
in Modern Art, Andrew McNamara and Toni Ross interview Rancière on his position of 
“a-disciplinarity”. This “a-disciplinarity” is defined by Rancière as a political attitude – 
a position that he defines as a strategy for engaging inclusion of cross territorial 
knowledge outside disciplinary boundaries. 
 
A discipline is much more than the study of a field of objects and 
questions. It is the delineation of a territory, which means a double 
operation of exclusion. (Ranciere, 2007) 
 
As Ranciere expands on this definition:  
 
the distribution of disciplines means the exclusion of those who have not 
the specific competence for exploring a territory, (Ranciere, 2007) 
 
Ranciere’s discussion of a de-territorialization in contemporary cultural practice 
assists in addressing and understanding the direct tensions and benefits of this 
interdisciplinary approach. He maintains that the value of specific knowledge of a 
terrain does not supersede other potential types of knowledge, such as knowledge 
from outside a discipline. This challenge to specialised knowledge creates a tension, 
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as territory boundaries are crossed through the shift of value from the specialist to the 
other valued positions of difference and diversity (McNamara, Ross, 2008). 
 
What is the value of this tension? A creative decision making process framed as a 
research practice requires the engagement of risk in order to break boundaries, 
encounter new knowledge and new perspectives, and formulate potential new 
understandings. Tension is created through challenging acts, and operates as a 
barometer of the practitioner’s engagement in negotiating the territories of cultural 
and institutional frameworks. Only breaking boundaries, however, is not enough. The 
continued challenge, dialogue and engagement of the creative practice across 
and through these boundaries allows the negotiations of new possible terrain. This 
dialogue and engagement of a breakage or fissure has emerged within the practice 
as a key analytical framework, visual reference and greater methodological device. 
The act of crossing boundaries offers new possible perspectives through the act of 
transposing creative works across disciplines. The coherence of the total practice is 
developed through an ongoing and rigorous engagement with this transposal of 
work, breaking disciplinary constraints and crossing boundaries. 
 
Rancière re-examines the history of border crossing and fluidity across disciplines 
throughout Modernism, where “crossings, shifts and displacements between media 
have always been crucial” (McNamara, Ross, 2008). This position frames an 
understanding of processes of creative practice separate from the institutional and 
theoretical frameworks that silo practice, particularly as the assumed purity of 
disciplinarity is largely a theoretical framework later imposed over the more fluid 
disciplinary influences and processes of creative practice within Modernism 
(Ranciere, 2008).   
 
The research is also relevant to the tensions of crossing between the structures of 
contemporary art and pop music. In Art into Pop Simon Frith and Howard Horne 
discuss the 1960s and 70s art school graduates whose education greatly influenced 
their innovative approaches to popular music. Art school experimentation in the 
1960s and the culturing pilfering of Pop art triggered a new collapse and 
contamination between high and low art (Wallis, 2002). This cross-fertilisation has 
extended to form a feedback loop between contemporary art and popular music 
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evident in the contemporary works of many artists, such as Bjork and Pipilotti Rist. 
 
 
II. DISOBEDIENCE  
 
Another perspective in understanding the drive to innovate within disciplinary 
constraints is the act of disobedience. 
 
To disobey in order to take action is the byword of all creative spirits...I 
would say that there is good reason to study the dynamics of 
disobedience, the spark behind all knowledge. (Bachelard, 1990) 
 
The act of disobedience, or the refusal to comply, is inherent in the act of crossing a 
disciplinary boundary. This is particularly clear as a strategy for institutional constraints 
such as a university or art institution. Brophy plays with disobedience in his pop music 
appropriations. He addresses the constraints directly in his expletive-laced artist talks. 
Rist embodies the act of disobedience as she walks through her video work, Ever is 
All Over, (1997), smashing the car windows with a giant solid flower in slow motion. 
Róisín Murphy stage dives with a broken arm, or smashes her eyelid open onstage 
after head-banging a chair. My act of disobedience and disciplinary boundary 
crossing is to occupy several disciplines at the same time – contemporary visual art, 
experimental performance and sound, and a DIY construction of an electronic pop 
music diva. 
 
This concept of purity vs. contamination within discipline and, more specifically, 
medium, is implicated in the discussion of the post-medium condition by Rosalind 
Krauss in a series of articles published from the mid 90s. If a discussion of the strategies 
of interdisciplinary border crossing is relevant, so too is a discussion of the mediums’ 
convergence within these disciplines. Krauss develops Clement Greenberg’s 
perspective of the Modernist desire for “pure forms” or medium specificity. She 
argues Greenberg’s perspective is an untenable proposition in a contemporary age 
of post-medium proliferation. Krauss discusses the progression of modernism from 
medium-specificity to a post-medium condition. She argues that striving for a purity 
of form must now take place in the convergence of mediums, and lead into striving 
for an essence or purity of Art, (note the capital A) (Krauss, 1999, p10). Despite Krauss 
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establishing recognition of a post-medium condition in art making, the goal is still one 
of purity, not a valuing of contamination or cross-pollination.  If so, the notion of 
contamination in art making (by my deduction), is valued as undesirable. She 
extends her discussion of medium to replace the term medium entirely with the term 
“technical support” and redefines medium as: 
 
a set of conventions derived from (but not identical to) the material 
conditions of a given technical support. (Krauss, 1999:296) 
 
 
III. COLOUR  
 
The other core theoretical framework in understanding the research projects centres 
on the perception of colour. In The synthetic color sense of Pipilotti Rist, Carolyn Kane 
refers to both Goethe and Deleuze in her argument that the processing of colour as 
a language exists before other cognitive, physical and emotional coherence 
(2011:479). 
 
Both Deleuze and Goethe placed color before cognition and held that 
color sensation concurred with physiological data in the nervous system 
before intuition, interpretation, or organized emotions and affectations. 
(Deleuze, 2003: 26) 
 
Deleuze’s proposition - that the experiencing of colour occurs before intuitive, 
cognitive and emotional organisation - is a premise shared by other theorists of 
colour and perception. Manlio Brusatin maintains that colour is primary in the 
perception of the visual, and semiotician Charles Peirce defined `Firstness' through 
the feeling of colour, such as a “feeling of red”, before the recognition of other 
forms or types (Tarasati, 2001:532). Neurological research supports these theoretical 
propositions. In a 2003 cognitive brain study investigating how colour and shape of 
visual stimuli are processed, findings indicated that the processing of colour 
recognition comes before shape recognition (Proverbio, Burco et al. 2004). 
 
Could the momentary gap between recognising colour and form be likened to the 
precognitive space proposed by Deleuze - a moment of colour perception and 
recognition before the assigning of meaning, categorisation, or even value? In the 
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case of an interdisciplinary practice with diverse outputs, could a saturated and 
expansive use of colour begin to reassign, reinvent or reinterpret colour’s effects 
within this precognitive space?  
 
This primary moment in colour processing is a key element I use throughout my 
practice, as the immediacy of colour recognition creates a connection across the 
diverse forms of the practice. This saturated and expansive use of colour also 
provides a poetic or philosophical language that generates creative processes and 
seeks to establish coherence across disciplines. I will discuss and expand on this 
process in my description of practice.  
 
  
  
 
28 
METHODOLOGY | Processes of Transformation 
 
Initially I came to the research to engage with disciplinary constraints, fragmentation, 
clutter, detritus and neurosis in a practice, and to connect to mindfulness, personal 
deconstruction and perceptions of psychological space. In my earlier landscape 
painting I mostly explored large, expansive environments and how these spaces 
related to experiences that could be defined as meditative and expansive. The 
original title for the research project, Getting Out of the Way: Processes of 
Deconstruction of Self, still applies to the research surrounding the dialogue of 
transformation, however, the methodology and approach has shifted dramatically. 
 
The project began with strong supervisory mentoring and the core idea of 
permission; permission to engage in whatever creative notion surfaced. This 
permission became a key enabling force that allowed me to make work without the 
constraints of modalities or disciplines. This permission translated to a detachment 
from the institutional framework of the university that had previously framed my 
disciplinary education and constraints. The first exhibition, a works-in-progress show, 
Fields and Folds, was the start of this process. At this initial stage in the research 
process I sought to address the strategic and overly prescriptive approach my 
previous work had developed. This enabled me to engage in a practice that was 
generative, engaged, and reflexive. 
 
I wanted to create a shift away from the internalised pressure created by giving 
preference to preconceived strategic, intellectually framed creative action. I had a 
magnetic desire lurking beneath the surface to create a series of colour field 
paintings.  This desire to create large experiential fields had existed beneath the 
surface of my practice for years, evident in the large landscape works, but I was 
blocked from progressing it further by intellectual detritus and a neurosis about the 
critical value of painting, the colour field and abstraction in general. The seemingly 
simple suggestion by my supervisor – to make and do what I wanted – was a catalyst 
for a reinvigorated and divergent practice that seemed entirely antithetical to the 
idea of making work within the academic constraints of the research masters. 
 
It must be clearly stated that the first question of real value that I answered within the 
research was, “What do you want to do?” Whilst this may be a simplistic start to a 
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complex project, desire and will are in fact of core importance to the methodology 
throughout. The desire to work with subterranean notions, sensations, experiences, 
fragments and half-thoughts as the ground is laid for the creative research by 
investigating my own motivations. This demanded a suspension of judgement and 
early critique. The privileging of desire is not intended to devalue critical review, 
intellectual engagement or textual influences, but to iterate other types of 
knowledge across visual and sound languages. Creative practice must be trusted as 
intelligent; the creativity of an experienced practitioner is intelligent in methods very 
different to critical thinking, or philosophical positioning, or other alternatives to 
practice. The raw and awkward beginnings of a new practice or emergent project, 
needs space from premature critical assessment in order to navigate new terrain.  
 
Other key questions oscillated around my processes of transformation between 
methods of creative production. What constitutes transformation? What is its value? 
How is transformation identified, named or experienced? What is the value of a 
complex process in relation to transformation? These questions stemmed from my 
desire to shift my practice from an outcomes-based, traditionally framed visual arts 
practice, to a practice that moved fluidly between my creative intelligences, 
experiences and disciplinary skills. The final question was really “what is art?” (within 
the context of this research). What can it be?  When does it stop becoming art and 
move elsewhere? What are the boundaries and who decides them? Can I rewrite 
them for myself?  
 
The range of practices that I engaged with over the course of the project meant 
that scope was a key issue. To address this ongoing scoping challenge I began 
mapping my practice to focus attention and to test the capacity of my 
interdisciplinary crossovers. 
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Michelle Xen, Mapping image of practice throughout Masters.  
 
The process of mapping established a method of bringing cohesion to the diverse 
trajectories of the Masters. It provided a clear philosophical and analytical 
framework that I adopted for the research project. 
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DESCRIPTION OF PRACTICE 
Three key selections of work:  
I Fields and Folds Exhibition 
II Edge of Colour | Glimmer EP and Music Video 
III The Crush Pop Box I & II 
Full list of Practice: 
Michelle Xen – Selected Exhibitions 
2010  QUT ART Museum, Tom Heath Gallery, Masters Solo Show 
2010  H BLOCK Gallery, Fields and Fissures Solo Show 
2009  Painted Lady, The Judith Wright Centre of Contemporary Art 
2009  Constellations, Inbetween Spaces, Metro Arts 
2008  Fields and Folds Solo Show, H Block Gallery 
 
Edge of Colour – Selected Performances and Releases 
2010  Second EP Release -  
2010  MONA FOMA Festival, Hobart, Tasmania 
2009  EP Release, Glimmer, X&Y Bar, Brisbane 
2009  The Zoo, Brisbane 
2008  Ignite Conference, QUT Creative Industries, Brisbane 
2008  Tiny Gold Launch, 19Karen Contemporary Artspace, Gold Coast 
 
Experimental Performances 
2011  Exist, improvisation with Dhana Merritt  
2010  Field Loop I, Field Loop II 
 
Collaborations 
2008-10 Edge of Colour Collaboration with John Teh 
2010  Dance-Music Collaboration with QUT Dance 3rd Year 
2009-10  VJ Collaboration with Svenja Kratz 
2008  Fashion Collaboration with Paula Dunlop 
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I.  FIELDS AND FOLDS EXHIBITION 
 
 
 
 
 
Michelle Xen, Fields and Folds Exhibition, Installation view. Tom Heath Gallery, QUT Art Musuem, 2010 
 
Transformative practice. Complex fields. Intuition, silence and liminality. I don’t know 
why, I only know a small beginning. Luminosity, expansion, saturation… 
 
Initially the practice began with an interest in colour, experimentation, research and 
observation. I undertook research, driven by observation and listening to a range of 
works, images and music that would become a supportive context for the beginning 
of the Masters. This research involved online browsing of visual and audio content. I 
was building a new framework of potential starting points for myself, and the 
selection process was based around a repetitive, saturated, at times iridescent 
quality of colour. 
 
These research images ranged from pop artists Bjork, Róisín Murphy, fashion designers 
Bernhard Wilhelm and Romance was Born, contemporary artists Jacqueline 
Humphries, Philip Brophy, performers such as The Necks, Laurie Anderson, the Gutai 
Group. It also included other diverse images from cultures such as the tashi lungpo 
monks next to the street culture of Japanese Harajuku cosplay. I saved and blogged 
these images for navigating ongoing works and developing the research framework. 
This process of contextualisation formed a way of building a visual and aural 
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landscape for the works, where I could also begin to communicate contexts for 
potential collaborators.  
 
 
 
 
Selection of images from research blog www.weaveflux8.wordpress.com  
From top left: Bjork, Volta, 2007, in performance during the Volta tour in garments designed by Romance Was Born 
and Bernhard Wilhelm 
Gutai Group, Atsuko Tanaka Electric Dress,1956 
Róisín Murphy, Overpowered, album cover for her second album Overpowered in garment by Sandra Backlund  
Traditional Buddhist dress from the Tashi Lhunpo ceremony Durdak – Lords of the Ceremony or Dance of the 
Skeleton. 
From Bottom left:  
Bjork, Volta, 2007, in performance during the Volta tour in garments designed by Romance Was Born and Bernhard 
Wilhelm 
images from the Harajuku precinct of Tokyo documented for experimental and extreme fashions on the street 
(specifically the 90’s subcultural psychedelic phase titled “Fruits” image courtesy of Taschen publishing) 
Bjork, Volta, 2007, in performance during the Volta tour in garments designed by Romance Was Born and Bernhard 
Wilhelm 
 
 
The first series of works in the early exhibition “Fields and Folds” responded to the 
supervisory query “what do you want to do?” The exhibition involved a series of six 
colour field paintings, sound work, and a series of three performance-based video 
works. The painting was based in experiments with colour-field painting using 
saturated pigment, colour intensity, colour resonance, colour tonality and subtle 
gesture. These paintings were approximately 1 x 1.5 metres, hung in portrait. The 
paintings were created with the intention that when they were hung they would 
emulate a human-sized door.  These paintings were made at the same time as the 
visual research context was building online at www.weaveflux8.wordpress.com. This 
blog become the site of reference for collaboration on a garment for the work 
Bachelorettechangingopinionforevermore with visual artist and fashion designer 
Paula Dunlop.  
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 Top Image: Michelle Xen, Fields, 2008, Oil on Canvas Series, 1010 x 1523mm 
 Below image: Bachelorettechangingopinionforevermore, 2008, Installation view. Single channel video installation, duration 
30 mins. 
 
The colour field paintings were firmly linked to the research project’s initial questions 
about cognitive space and a methodology of a detached, self-aware observation 
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of creative and physical processes. The original title of the proposed Masters 
research project: Getting Out of the Way: Processes of Deconstructing of Self, 
informed the process of making these first works, in which I engaged in an expanded 
awareness of the experience of painting. Specifically, this involved a quiet 
observation of sensation, of looking at the fine movement of pigment, at feeling the 
roughness of the canvas and liquidity of the paint, the smell of the oil. Probably the 
most important part of creating these works was listening to both the sound of the 
surface of the painting and the verbal discourse in my own cognitive field. This was 
linked to the improvised performance for the video work called 
Bachelorettechangingopinionforevermore. This work was another negotiation of 
cognitive and physical space, in this case through the process of observing 
movement and performative gesture. 
 
The key decision in remaining alert in this awareness was a decision to observe my 
own dialogues of judgment about the work. This alertness was used as a base for 
decision making on the sum of the physical, emotional and cognitive responses, 
rather than  reflexive internal judgments such as good/bad, interesting/not 
interesting, or pre-developed expectations for outcomes of the work.  
 
The video work, Bachelorettechangingopinionforevermore, documented an 
improvised movement-based performance featuring the garment collaboration with 
Paula Dunlop. The garment was generated using a variety of vintage and second 
hand fabrics and garments including op-shop materials, recycled Indian sari silks, 
fabric scraps and bright coloured stockings in the hues of the colour field paintings. I 
invited choreographer and performer Vanessa Mafe to assist me with an improvised 
performance. The documentation of this process eventually became a single 
channel video work. The movement was shot over 30 minutes once only, and 
consisted of a series of unfolding movements build in succession in the unfolding of a 
repetitive series of gestures.   
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Michelle Xen, Bachelorettechangingopinionforevermore, 2008, Single channel video installation, duration 30 mins, video still 
 
Bachelorettechangingopinionforevermore was the first performance within the visual 
art context. I treated the anxiety of making this new work through utilizing the same 
alert and observant state entered into during years of painting practice. This silent 
yet energized state of peak observation dealt with discomfort/anxiety and 
productive movement without resistance. With limited training in physical movement 
and a performance history mostly in music, I was actively entering into border 
crossing. I was now working in a fissure between my interests in colour, performance 
and music and testing them using an improvised performance. Here, my first 
attempts to align creative influences and outputs took effect – from juxtaposing 
images of sacred garments and ritual Tibetan Buddhist ceremonial practice next to 
pop stars and Japanese street culture and pop songs next to sound works and 
contemporary compositions. This set up a provocation for the beginning works to 
engage across disciplinary territories.  
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The footage was turned into three works: two works titled Folded Fields, and the 
primary work, a 30min video work Bachelorettechangingopinionforevermore. 
 
In the Folded Fields video works the footage was blurred beyond recognition, 
forming a moving, abstracting cloud of digital colour, and shifting my performing 
body back towards the series of colour-field paintings. In the final edit of 
Bachelorettechangingopinionforevermore, the performance footage was slowed 
down and a soundtrack mash-up was composed. This score formed another 
opportunity for me to test the perceived disciplinary constraints I was working 
against, shifting the work into the fissure between pop music and contemporary art. I 
wanted to make a clear reference to particular artists I was interested in musically 
and also visually in the lead up to making the work. I selected three songs to work 
with: Bachelorette, an expansive, orchestral pop song by Icelandic pop star Bjork, 
Changing Opinion by composer Philip Glass, and Forevermore by UK electronic pop 
group Moloko, for whom contextual artist, Róisín Murphy, is the singer and co-writer.   
 
I had listened to these songs over 100 times. All three songs had a clear time 
signature – a clear repeating rhythmic structure, minor key signatures – a clear 
chordal framework for notation, and verse/chorus passages framing their use of lyric. 
As Rist did in her appropriation of a number of recognisable songs from the Beatles in 
her early video work, I’m Not The Girl Who Misses Much, and her use of Chris Isaak’s 
Wicked Game, I wanted to use the songs as a material (Biesenbach, London et al. 
2002). I stretched, delayed and layered excerpts of the three songs, building a 10 
min sound work for Bachelorettechangingopinionforevermore. The title of this work 
was formed from the titles of the three songs (Bachelorette by Bjork, Changing 
Opinion by Philip Glass and Forevermore by Moloko). These three songs are not 
immediately recognisable due their layered and effected form, however all three 
songs are still clearly named in the title of the work. The conjoined song titles 
incidentally formed a cohesive proposition: that of an autonomous individual or, 
“bachelorette” “changing opinion” “forevermore”; a potential suggestion of 
continuum of fluid responses in changing opinion ad infinitum.   
 
This performance work was the beginning of a process of actively working in a fissure 
between areas of my practice, moving between the gestures of creating a large 
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colour field painting and the improvised movements of a colour-adorned body. The 
exhibition, Fields and Folds, formed a clear visual language. The work moved from 
the static pigmented surface of the painting to the unstable digital colour gestures of 
the video through the analogous use saturation, luminosity, resonance and intensity, 
a connection made in the selection of un-muddied pigment pushed to its limits of 
saturation of hue. This imagery was echoed through the processes of digital effects 
manipulation of the video projected in RGB onto the wall.  
 
The selection of hue and saturation in this first exhibition set up a particular use of 
colour. Repeating this use of colour across the project became the dominant 
strategy for navigating the distance between actions and outputs of performance, 
pop music mash-up and colour field painting. 
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II. EDGE OF COLOUR | GLIMMER EP AND MUSIC VIDEO 
 
Transformative practice, electronic pop music, subterranean sounds, emphatic walls 
of frequency, remaking the self, over and over and over…  
 
            
Both images: Edge of Colour live performance, MONA FOMA 2010, performance still, photos by Siobhan Maiden ABC 
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The electronic pop music band, Edge of Colour, began as an extension of the video 
work Bachelorettechangingopinionforevermor. This creative direction started with 
the same supervisory provocation of “What do you really want to do? The original 
performance began as an experimental performance of costume, improvised 
movement and dance, vocal performance and original electronic music 
composition.  
 
   
 
 
 
Above Images: Edge of Colour, first performance, 2008, Tiny Gold Art Opening, Gold Coast, Performance stills 
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The material for the opening involved the adaptation of costuming created for the 
first performance of the Masters Research, Bachelorettechangingopinion-
forevermore. In creating an identity and name for the band I consulted sources in 
my visual research blog. The name Edge of Colour was selected as a play on 
questioning the edge of our perception of light and sound, or how the practice 
might navigate the edges of a terrain or mode of perception.  
 
 
   
 
Above Images: Edge of Colour, 2008, Promotional photographs, Photography by Svenja Kratz 
 
The research project that originally involved painting and installation now became a 
vehicle for the creation of an electronic pop act. This involved me employing the 
role of a contaminating ‘art-into-pop-diva’ as a partially constructed persona I could 
utilise, capable of deviating from the established territories I wished to explore.  This 
performance experiment began to emerge through the introduction of 
performance into the gallery practice. Eventually this extended to a professional 
music performance practice as the band unexpectedly grew into a dedicated 
music act, and performed over the course of the research project throughout 
Australia and also Japan.  
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The focus of Edge of Colour was the construction of music and visual performance 
through a series of songs, sounds and live interactions. The construction was created 
to leave an audience with resonances of saturated performance experience 
through sound, movement, colour and light. A layering of garments, sounds, gestures 
and colours created a strong visual and aural field of experience but within the 
disciplinary parameters of live electronic pop music.  The colour use in the costumes, 
the music videos, the live show, as well as the online sites and band images again 
referred back to the hyper-saturated hues and repetition of the earlier research 
contexts. The costume collaboration from the original performance 
Bachelorettechangingopinionforevermore was reused in the first promotional photos 
of the band.  
 
 
Edge of Colour, Glimmer EP Release, 2009, Official album art  
 
In 2009, Edge of Colour released a debut EP release of 5 songs titled Glimmer. The EP 
was released digitally through iTunes and other online music aggregators. The songs 
were informed by a range of electronic influences from pop, dance/club music but 
were primarily electronic pop songs. The songs had a speed ranging from 110-160 
beats per minute (BPM), and were created with experiments between the formulas 
of loop dance 16 – 32 bars phrasing and a range of pop song structures, playing with 
arrangements of verse, pre-chorus, chorus, middle eight, intros, and outros. They 
were constructed digitally, to be performed as live electronica, with the ratio of 
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production contribution between the songwriters, John Teh and myself, generally 
resting around 50:50.  
 
A music video for the song Glimmer was also completed. This 4:32 min piece was 
created as a collage of costumes, movement and colour, which increased in 
intensity throughout the pop music video. The music video was conceived, 
produced, art directed, shot and edited by myself in the visual art studios of QUT.   
This video became an important component of the research project and went on to 
become the core material for the further developments within the Masters practice, 
eventually becoming the final work, the Crush Pop Box II. This music video was a first 
attempt at claiming the tropes of pop music video: production singing to camera, 
white screen studio shots, multiple costume changes, all entirely constructed by 
hand on a miniscule budget. 
 
 
Edge of Colour, Glimmer Music Video, 2009, Video Still, Duration 4:32. 
 
My performance as a vocalist in the music video paradigm was a challenging 
transition from my background as a visual artist and DJ. This transition was made 
entirely possible by the autonomy and flexibility of digital video production and 
online distribution. I adapted gestures and costumes of other female performers, 
such as Róisín Murphy and Bjork, to develop an extended characterisation of myself 
as a performer in Edge of Colour. During this project I was consistently testing my own 
  
 
44 
boundaries of discomfort and my perceptions of pop music construction. This music 
video was a genuine attempt to construct a work of the pop music genre, and was 
a tremendous challenge to the introversion of my previous contemporary art 
practice; through an act of disobedience, I was becoming complicit with the pop 
culture I had been educated through visual art practice to critique.  
  
 
Edge of Colour, Glimmer Music Video, 2009, Video Still, Duration 4:32. 
 
A clear conflict that emerged through Edge of Colour, was the difference between 
the critically informed language of a practicing contemporary artist and the 
promotional language of a contemporary pop musician. During the process of 
developing Edge of Colour, I lost the ability to define myself as either an artist or a 
pop musician without tension. This was the beginning of a genuine contamination; a 
continuing negotiation of uncomfortable terrain as I consciously occupied a fissure 
between one or the other. I was practising both forms simultaneously with their at 
times, oppositional associated value systems in contemporary art practice and pop 
music. 
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Image: Edge of Colour, MONA FOMA 2010, photos by Siobhan Maiden ABC 
 
 
From the painting works, to the costumed performance, to the music video, to the 
installation works, the repetition of an idiosyncratic use of saturated hue, layered 
timbres of sound, gestures of performance and use of garment was developing 
coherence laterally across the outputs. Ironically, the use of the Internet 
exacerbated the tension of occupying the fissures in the project as each 
development in the project was made public before I had an opportunity to fully 
comprehend its implications or obtain a sense of its coherence. Songs, videos, 
images of performance, and reviews began to accrue online without my creating 
them. 
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Image: Edge of Colour live performance, MONA FOMA 2010, photos by Siobhan Maiden ABC 
 
 
Above Images: Edge of Colour live performance, MONA FOMA 2010, photos by Siobhan Maiden ABC 
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III. THE CRUSH POP BOX I & II 
 
Transformative practice. Territories! Territories! Territories! 
 
The Crush Pop Box I, was a work that began as a strategic proposition developed for 
the group exhibition Broadcast, at LEVEL Gallery. The work began as a 3m x 3m 
square mapped onto the gallery floor in white tape. 
 
         
Image: Michelle Xen, Crush Pop Box I, Level gallery, marked performance zone, 2011 
  
This 3m x 3m site was marked as a response to the tensions I was occupying as a 
practitioner and emergent musician. I was setting up a territory within a 
contemporary art gallery, and proposed a 9 square metre site to navigate the 
building tensions of my interdisciplinary practice through two performances over two 
evenings. The first evening involved an experimental solo improvisation using live 
looping voice and costume. The second performance was by my pop act Edge of 
Colour, including collaborator John Teh. Over the top of the 9 square metre zone I 
constructed a box with two inbuilt screens and a doorway for access into the box. 
This work responded to the discussion and discomforts of territory in interdisciplinary 
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practice, specifically the tensions between Edge of Colour in pop music and my art 
practice in contemporary art and, increasingly, in experimental performance. 
 
           
Image:  Michelle Xen, Crush Pop Box I, Level gallery, marked performance zone, solo improvisation setup, 2011 
 
 
This site was set up to establish a compression, layering, and dialogue within the box 
to begin to understand what was possible when the Edge of Colour pop 
performance and the contemporary art practice converged. Whilst the box was 
exhibited within a visual art space in this instance, it represented to me a delineated 
space that could be installed in any number of places. Painting works were 
developed on raw canvasses throughout the gallery, and, in parallel to these, an 
improvised performance was set up within the square and performed for 30 minutes 
to a small audience. The following evening, a 30 minute Edge of Colour live set was 
performed in the square to another small audience.  
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Above image: Michelle Xen, Crush Pop Box I, Level gallery, marked performance zone, solo improvisation setup, 2011 
Below image: Michelle Xen, Crush Pop Box 1, Level Gallery, Fields and Fissures exhibition view, 2011 
 
 
At the end of the show, the Crush Pop Box I was installed for the group show 
Broadcast. Inside the box, two projectors simultaneously cast the sounds and images 
of the recorded performances: one experimental improvisation and one electronic 
pop. The same evening that the Crush Pop Box was launched, I flew with Edge of 
Colour to perform our electronic pop set in Tokyo.  
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Above image: Crush Pop Box I, Level gallery, construction, 2011 
Bottom left: Crush Pop Box I, Level gallery, construction – view from inside, 2011 
Below right: Crush Pop Box 1, Level Gallery, Installation, exhibition view, 2011 
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The final Masters work, The Crush Pop Box II, resolved the research practice and its 
negotiation of art and electronic pop music into a sound and video installation. The 
initial Crush Pop Box I was reconstructed, refined and reinstalled for a final show at 
QUT, with a two-channel video projection, sound and smoke machine.  The content 
of the box was a remixed version of the Edge of Colour video for Glimmer. It was 
reduced to a series of lines, grids and drones, in an attempt at momentary 
equalisation between the music and contemporary art practice. The two opposing 
screens in the box set up referenced the initial dialogue between the original 
performances of the 3m x 3m square. 
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Above images: Michelle Xen, Crush Pop Box II, 2011. Installation view. QUT  
 
The work was installed in a haze-filled room, with the sound of the work running 
through 5.1-surround sound. The architecture, light and sonic effects of the work 
mimicked a small music venue or club structure to create a dark expectant space. 
People were able to move in and around the box throughout the duration of the 
work. The video itself was a deconstruction of the original Glimmer Music Video, 15 
minutes in duration. This original file provided a material of particular colour, light, 
gesture and sound that the mirrored remix dismantled, manipulated and 
reconstructed into a new ambient sonic visual cycle.  The original lyrical pop song 
and music video of Glimmer was rendered nearly beyond recognition, yet with close 
analysis of the remixes of the music video, clues remain to the original Glimmer 
source video.  
The Crush Pop Box series set up an ongoing site for exploring the tensions within 
popular music and contemporary visual art. This established territory is fluid, but also 
sits on a fault line, a fissure; that which lies beneath is unstable, fluid and highly 
generative. The Crush Pop Box II, like Edge of Colour, and the visual arts practice 
throughout the Masters, has became a strategy for transformation of one form of 
practice into another. 
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Michelle Xen, Crush Pop Box II, 2011. Installation view. QUT 
 
 
Michelle Xen, Crush Pop Box II, 2011. Installation view. QUT 
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CONCLUSION 
 
The research project revealed the importance of trusting the desires and intuitions of 
the practicing researcher, particularly in order to allow new terrains of practice to be 
navigated. This, at times awkward, position of favouring a challenging creative 
intelligence over an objective criticality or traditional research question-as-
framework, allowed for new terrain to be proposed and imagined, created and 
mapped within this Masters project. It was also used to facilitate an active 
engagement between contemporary art and electronic pop music, and test my 
own boundaries and expectations as a practitioner. 
 
The understanding and translation of difficulty, specifically triggered by occupying 
the fissures between practice, is a useful and practical finding of the research 
masters. In particular, the critical review of disciplinary hierarchies and territories such 
as the ongoing critical dialogue of Ranciere, the pivotal discussions of a political a-
disciplinarity, and the role of disobedience and contamination in interdisciplinary 
practice, allow practitioners to “give name” to the difficult experiences and tensions 
that can be triggered in an interdisciplinary practice. 
 
The value of tension within these disciplinary convergences is the signal of disruption. 
Without an understanding of the validity of this tension, the practitioner can become 
subsumed by the discomforts of moving beyond established frameworks rather than 
allowing new forms of practice to emerge from these discomforts. The initial proposal 
of Getting Out of the Way: Processes of Deconstruction of Self at the beginning of 
the research process is still echoed in the understanding that suspending 
expectations about myself as a practitioner allows for new unique configurations 
and aesthetic possibilities within interdisciplinary fissures. 
 
With the range of performances, drawings and paintings, costumes and garments, 
music videos and video works completed as part of the Masters project, I have 
developed a fluency of colour use across digital and physical supports, and across 
mediums. What was intrinsic to the cohesion of new and emergent disciplinary 
investigations, is the idiosyncratic use of saturated colour, which is now embedded in 
the language of the research. The element of colour has emerged as a key 
language of cohesion that remained constant throughout the practice and was 
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especially vital as a line of contact in leaving the familiarity of contemporary art 
practice to formulate new forms of work in electronic pop music. 
An important finding in relation to the constraints and implications of interdisciplinary 
practice is the practical time-based limitation of working in multiple disciplines. The 
creative and practical demands of an expanding interdisciplinary practice need 
active strategies to address the strains of servicing multiple projects, works and 
dialogues. Solutions may be found in the example of Pipilotti Rist and her 
construction of an Atelier of resident assistants, artists, interns and other creatives that 
assist Rist and her larger practice to meet the professional expansions and proposals 
that arrive.  
The legacy of this research project for myself as a practitioner is one of the highest 
value: a generative, creative and critical momentum for my practice. Through the 
process of developing my practice with the framework of the research masters, the 
support, mentoring and permissions of my supervisory team, I have challenged and 
dismantled a succession of preconceived notions of disciplinary constraints. Thus, the 
key strategies of negotiating interdisciplinary practice remain: destabilising and 
suspending expectations of both myself as a practitioner, cyclical feedback loops as 
a method of transforming between modes of art and pop practice and presentation 
contexts, and; the adoption of a unifying and idiosyncratic visual language of colour. 
These strategies may provide ongoing support for continued and ambitious creative 
practice. Most importantly, the understanding and acceptance of discomfort, 
difficulty and tension, remains a key finding in my appreciation of the necessary 
processes for breaking down boundaries and making new forms of art. 
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Image: Crush Pop Box II, 2011. Installation view, QUT. 
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